



The Slumbering Hounds of Conscience:









の初期の「断片：風刺を風刺する詩」（‘Fragment: Satire on Satire’）には、「もし風刺が
下す懲罰が、眠れる道義心の目を／覚ますことができるならば、あるいは、より深い傷
で／無感覚になった不名誉のハンセン病の傷跡をぬぐい去ることができるならば・・・
（“If Satire’s [scourge] could awake the slumbering hounds / Of Conscience, or erase 








詩の項目で『ピータ ・ーベル３世』（Peter Bell the Third）、 『無秩序の仮面』（The Mask 




























　ジョージ３世（George Ⅲ, 1738-1820, 在位1760-1820） は、ハノーヴァー朝のイギリ
ス・アイルランド王である。「王友団」を結成し、失われた王権、特に大臣選任権の回





























Manchestor Heroes (1819)  
〔図２〕
George Cruikshank,
Death or Liberty! Or, Britannia and the 




The Radical Reformers (1819) 
〔図４〕
James Gillray,





























The Mask of Anarchy Oedipus Tyrannus
１ Regent / George IV Anarchy Swellfoot the Tyrant
２ Caroline of Brunswick － Iona Taurina
３ 2nd Earl of Liverpool － Mammon
４ 1st Duke of Wellington － Laoctonus
５ Viscount Castlereagh Murder / Castlereagh Purganax
６ 1st Earl of Eldon Fraud / Eldon Dakry / Fraud
７ 1st Viscount Sidmouth Hypocrisy / Sidmouth －
８ Sir John Leach － The Leech
９ William Cooke － The Gadfly or The Rat


















（４）ウェリントン公爵（Arthur Wellesley, 1st Duke of Wellington）









































































The same day that your letter came, came the news of the Manchester Work, and 
the torrent of my indignation has not yet done boiling in my veins. I wait anxiously 
[to] hear how the country will express its sense of this bloody, murderous 



















考えたからである。」（I did not insert it [i. e. The Mask of Anarchy] because I thought 
that the public at large had not become sufficiently discerning to do justice to the 
sincerity and kind-heartedness of the spirit that walked in this flaming robe of verse.） 
この引用箇所にはまだ先があって、次の二つのことが述べられている： ①この詩は被支


































. . . Usually a particular folly or vice was targeted in the first part and then, 
following an abrupt turn, the “opposing virtue was recommended” in the second 
part. . . －a fitting description of The Mask of Anarchy. In some cases, a “transition” 
leads to “a direct admonition to virtue or rational behavior couched in plain words” 
. . . Shelley merely exploits one side of the classical satiric tradition against the 
other, magnifying the importance of the positive “admonition” or exhortation 
against the negative attack. . . Shelley clearly prefers the mode of exhortation to 










は、仮面行列と、「希望（Hope）」（l. 87）や「鎖帷子を身にまとった姿形（a Shape 









































I met Murder on the way－
He had a mask like Castlereagh－
Very smooth he looked, yet grim; 
Seven bloodhounds followed him:
All were fat; and well they might
Be in admirable plight,
－22－
For one by one, and two by two,
He tossed them human hearts to chew



















Next came Fraud, and he had on,
Like Eldon, an ermined gown;
His big tears, for he wept well,
Turned to mill-stones as they fell.
And the little children, who
Round his feet played to and fro,
Thinking every tear a gem, 

















. . .－and then I wept,
With the pathos of my own eloquence,
And every tear turned to a mill-stone, which
Brained many a gaping pig, and there was made 
A slough of blood and brains upon the place,














Clothed with the Bible, as with light,
And the shadows of the night,
Like Sidmouth, next, Hypocrisy











ら anarch という語を造った。従って、anarchy は monarchy に由来する。ミルトン
の場合、天地創造以前に天国と地獄の間にあった「混沌」を anarchy と呼んでいる。
パーシーの念頭には、このミルトンの anarchy があったと思われるが、MAにおける 
Anarchy は、「無政府状態」（OED, 1）、「道徳的混乱」（OED, 2）というよりは、むし
ろ、「政府があっても、それが正義をなしていない状態」を指している。『無秩序』の30
～37行目を引用する。
Last came Anarchy: he rode
On a white horse, splashed with blood;
He was pale even to the lips,
Like Death in the Apocalypse.
And he wore a kingly crown,
And in his grasp a sceptre shone;
On his brow this mark I saw－













And Anarchy, the Skeleton,
Bowed and grinned to every one,
As well as if his education 
Had cost ten millions to the Nation.
For he knew the Palaces
Of our Kings were rightly his;
His the sceptre, crown, and globe,
And the gold-inwoven robe.
So he sent his slaves before
To seize upon the Bank and Tower,
And was proceeding with intent


























You do not tell me whether you have received my lines on the Manchester affair. 







In other respects I have written more carelessly; that is, without an over-fastidious 
and learned choice of words. In this respect I entirely agree with those modern 
critics who assert that in order to move men to true sympathy we must use the 

























③　数は力である。“Ye are many－they are few.”（155、372行目参照）
　『無秩序』の後半における語り手は、接続語句「あたかも（“As if”）」（l. 139,146）が
二度繰り返されているものの、やはり「大地」と解釈するのが妥当であろう。15　パー
シーの詩作品においては、“as if” や “like” の後に言いたいことが述べられる場合が多い
からである。この詩の最後でパーシーは、「大地」の口を借りて「大集会を持ちなさい


























Choose Reform or civil-war,
When thro’ thy streets, instead of hare with dogs,
A CONSORT-QUEEN shall hunt a KING with hogs, 













































. . .Under your mighty ancestors, we pigs
Were bless’d as nightingales on myrtle sprigs,　
Or grass-hoppers that live on noon-day dew,
And sung, old annals tell, as sweetly too,
But now our styes are fallen in, we catch
　　　　The murrain and the mange, the scab and itch;
Sometimes your royal dogs tear down our thatch,
And then we seek the shelter of a ditch;
Hog-wash or grains, or ruta-baga, none
Has yet been ours since your reign begun.
Semichorus.
……………………………………….
You ought to give us hog-wash and clean straw, 
－30－
And sties well thatched; besides, it is the law!
Swellfoot. This is sedition, and rank blasphemy!
Ho! there, my guards!
Enter a Guard.
Guard. Your sacred Majesty?
Swellfoot. Call in the Jews, Solomon the court porkman,
Moses the sow-gelder, and Zephaniah
The hog-butcher.
Guard. They are in waiting, Sire.
Enter Solomon, Moses, and spay those sows,
Swellfoot. Out with your knife, old Moses, and spay those sows,












































ているように、英語では Minotaur は man-bull、Ion は John なので、Ionian Minotaur 
の英訳は John Bull、即ち「イギリス人」（English men） ということになる。『スウェル
フット』第２幕第２場104～116行目を引用する。
Minotaur. I am the Ionian Minotaur, the mightiest
Of all Europa’s taurine progeny－
I am the old traditional man-bull;
And from my ancestors, having been Ionian,
I am called Ion, which, by interpretation,
Is JOHN; in plain Theban, that is to say,
My name’s JOHN BULL; I am a famous hunter,
And can leap any gate in all Boeotia,
Even the palings of the royal park,
Or double ditch about the new enclosures;
And if your Majesty will deign to mount me,
At least till you have hunted down your game,



































But like a standard of an admiral’s ship,
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Or like the banner of a conquering host,
Or like a cloud dyed in the dying day,
Unravelled on the blast from a white mountain;
Or like a meteor, or a war-steed’s mane,
Or water-fall from a dizzy precipice
Scattered upon the wind.
First Boar. Or a cow’s tail,－



















　Swellfoot. Thou supreme Goddess! By whose power divine
These graceful limbs are clothed in proud array
　　　　　　　　　　　[He contemplates himself with satisfaction.
Of gold and purple, and this kingly paunch
Swells like a sail before a favouring breeze,
And these most sacred nether promontories 
Lie satisfied with layers of fat; and these
－34－
Boetian cheeks, like Egypt’s pyramid,
（Nor with less toil were their foundations laid,）
Sustain the cone of my untroubled brain,



























Mammon. I fear your sacred Majesty has lost
The appetite which you were used to have.
Allow me now to recommend this dish－
A simple kickshaw by Persian cook,
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Such as is served at the great King’s second table.
The price and pains which its ingredients cost,
Might have maintained some dozen families
A winter or two －not more －so plain a dish
Could scarcely disagree.－
Swellfoot. 　　　　　　After the trial,
And these fastidious pigs are gone, perhaps
I may recover my lost appetite,－
I feel the gout flying about my stomach－
Give me a glass of Maraschino punch.
Purganax
（filling his glass, and standing up）.
The glorious constitution of the Pigs!
All. A toast! A toast! Stand up, and three times three!
Darky. No heel-taps－darken day-lights!,
Laoctonos. 　　　　　　　　　　　　　Claret, somehow,
Puts me in mind of blood, and blood of claret!
Swellfoot. Laoctonos is fishing for a compliment,
But ‘tis his due. Yes, you have drunk more wine,








































How the swine cry Iona Taurina;
I suffer the real presence; Purganax,
Off with her head!
Purganax. 　　But I must first impannel
A jury of the pigs.
Swellfoot. 　　Pack them then.
Purganax. Or fattening some few in two separate styes,
　　And giving them clean straw, tying some bits
Of ribbon round their legs－giving their sows
Some tawdry lace, and bits of lustre glass,
And their young boars white and red rags, and tails
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Of cows, and jay feathers, and sticking cauliflowers
Between the ears of the old ones; and when
They are persuaded, that by the inherent virtue
Of these things, they are all imperial pigs,
Good Lord! They’d rip each other’s bellies up,






























. . . O Famine!
I charge thee! When thou wake the multitude,
Thou lead them not upon the paths of blood.
The earth did never mean her foizon
For those who crown life’s cup with poison
Of fanatic rage and meaningless revenge－
But for those radiant spirits, who are still
The standard-bearers in the van of Change.
Be they th’ appointed stewards, to fill
The lap of Pain, and Toil, and Age!－
Remit, O Queen! Thy accustom’d rage!
Be what thou art not! In voice faint and low
FREEDOM calls Famine, －her eternal foe,





























Hoa! Hoa! Tallyho! Tallyho! ho! ho!
Come, let us hunt these ugly badgers down,
These stinking foxes, these devouring otters,
These hares, these wolves, these anything but men.
Hey, for your noses be as keen as beagles’,
Your steps as swift as greyhounds’, and your cries
More dulcet and symphonius than the bells
Of village-towers, on sunshine holiday;


















Well, what think you of public affairs in England? How can the English endure the 
－40－
mountains of cant which are cast upon them about this vulgar cook-maid they call 
a Queen? It is scarcely less disgusting than the tyranny of her husband, who, on 
his side, uses a battery of the same cant. It is really time for the English to wean 
themselves from this nonsense, for really their situation is too momentous to justify 
them in attending to Punch and his wife. Let the nation stand aside, and suffer 








































































































2013 （Carolly Erickson, Our Tempestuous Day: A History of Regency England, William Morrow and 
Co., 1986, new ed. HarperCollins Publisher, 2011.） を参照した。
５　Ian Haywood, “Shelley’s Mask of Anarchy and the visual iconography of female distress” （[Eds.] 
Philip Connell & Nigel Leask. Romanticism and Popular Culture in Britain and Ireland. Cambridge U. 
P., 2009, p. 152.）
６　表１の『スウェルフット』の部分に関しては、小林龍一「『暴君スウェルフット』－破滅へのシ





８　シェリーの散文・書簡の引用のテキストには The Complete Works of Percy Bysshe Shelley, eds. 
Roger Ingpen & Walter E. Peck. 10 vols. Gordian, 1965. を使用した。また、引用箇所の日本語訳
は、すべて筆者によるものである。
９　望月健一「『無秩序の仮面』再考―ピータールー虐殺事件とシェリーの改革のレトリック（1）
―」（富山国際大学『国際教養学部紀要』Vol. 3, 2007, pp. 115-122）、望月健一「『無秩序の仮
面』再考―ピータールー虐殺事件とシェリーの改革のレトリック（2）―」（富山国際大学『国際
教養学部紀要』Vol. 4, 2008, pp. 155-163）




12　パーシーの『無秩序の仮面』の引用のテキストには Shelley’s Poetry and Prose: Authoritative Texts 
Criticism, ed. Donald H. Reiman, W. W. Norton & Co., 1977. を使用した。また、引用箇所の日本
語訳は、すべて筆者によるものである。
13　パーシーの『暴君スウェルフット』の引用のテキストには The Complete Works of Percy Bysshe 
Shelley, eds. Roger Ingpen & Walter E. Peck. 10 vols. Gordian, 1965. を使用した。また、引用箇
所の日本語訳は、すべて筆者によるものである。
14　望月健一「『無秩序の仮面』再考―ピータールー虐殺事件とシェリーの改革のレトリック（2）
―」（富山国際大学『国際教養学部紀要』Vol. 4, 2008, pp. 155-157）
15　シンポジウム：‘The Mask of Anarchy’ では、レスポンスの藤田幸広氏より、『無秩序』後半の
語り手は「大地」であるとの提言があり、フロアからの支持を得た。この詩の後半部分では一
貫して下から上へと向かうベクトルの力が働いているというのが、その根拠である。（Yukihiro 
Fujita, “Is The Mask of Anarchy a Popular Song?” 『日本シェリー研究センター年報』第22号2014, 
pp.5-6）
16　ソポクレス作、藤沢令夫訳『オイディプス王』岩波文庫1999, pp. 20-23
17　Jennifer Wallace, Shelley and Greece: Rethinking Romantic Hellenism. St. Martin’s Press, Inc., 1997.
18　この点に関しては、シンポジウム：‘The Mask of Anarchy’ での質疑応答の際に木谷厳氏よりご
教示いただいた。
本稿は、日本シェリー研究センター第22回大会（於　東京大学本郷キャンパス、
2013年12月１日）におけるシンポジウム： ‘The Mask of Anarchy’ のパネリストを
担当した際の発表原稿に手を加えたものである。
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The Slumbering Hounds of Conscience:
The Mask of Anarchy and Oedipus Tyrannus as Political Satire
[Abstract]
　In his ‘Fragment: Satire on Satire’, Percy Bysshe Shelley wrote, “If Satire’s [scourge] 
could awake the slumbering hounds / Of Conscience, or erase with deeper wounds, / 
The leprous scars of callous infamy;”（17-19, cited in OED, ‘Satire’ 2d.）. Dealing with the 
topic of satire, Percy used the word “Conscience”, which means the part of a person’s 
mind that tells him/her whether he/she does is morally right or wrong. For most 
writers, the main purpose of satire is to criticize or ridicule a person, a party, or the 
society. For Percy, however, the roles of satire are not only to criticize and ridicule, but 
also to exhort, enlighten people, and sometimes even to urge the necessity of reform. 
The present writer asserts that Percy is basically a serious writer and a moralist 
even in his satirical works such as The Mask of Anarchy（1819） and Oedipus Tyrannus; or, 
Swellfoot the Tyrant（1820）. 
　This paper focuses on the comparison between The Mask of Anarchy（MA） and Oedipus 
Tyrannus; or, Swellfoot the Tyrant（ST）. These satirical works are direct responses to the 
specific events in the history of England, the Manchester Massacre（or the Peterloo 
Massacre） and the Queen Caroline Affair. One thing in common with these two events 
is that they were strongly concerned with the threat of public violence. To begin with, 
let me point out some outward similarities of MA and ST.
　Firstly, written during the reign of the Prince Regent, who succeeded to the throne 
as George IV in 1820, both MA and ST are noted for their cartoon-like visual images of 
the prince, the king, the politicians etc., which remind the readers of the contemporary 
prints of caricature by George Cruikshank or James Gillray. According to Ian Haywood
（2009）, “In the Romantic period at least twenty thousand caricatures were published, 
an average of one per day.” Fraud/Eldon in MA（14-21） and Dakry/Fraud in ST（I. 
i. 336-341） is apparently the same person, whose tears turn into mill-stones, which 
reminds the readers of the fact that 1st Earl of Eldon was notorious for weeping in 
public. Murder/Castlereagh in MA and Purganax in ST are different versions of parody 
of Viscount Castlereagh, who was infamous for his bloody suppression of unrest in 
Ireland. And of course, “Anarchy” and “Swellfoot” refer to the same historical figure, 
the Prince Regent/the king. The former “bows and grins” to the people of England 
for paying for “his education”, which cost a large sum of money（74-77） and the latter 
“contemplates himself with satisfaction” and admits that his “untroubled brain” is “the 
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emblem of a pointless nothing”（I. i. 1-10）. As Jennifer Wallace（1997） points out, the 
line “the kingly paunch / Swells like a sail before a favouring breeze,”（I. i. 3-4） reads 
like a parody of a bad translation from Aristophanes.
　Secondly, both MA and ST were not ready to publish during the author’s lifetime 
because of their direct and acrid criticism on the royal authority. Leigh Hunt 
intentionally suspended the publication of MA until 1832, and only seven copies of ST 
had been sold before Horace Smith was persuaded to withdraw it by “The Society 
for the Suppression of Vice”. Thirdly, MA and ST are complex in genres in unique 
ways respectively. MA is written in the forms of Roman satire, Roman triumph, 
English masquerade, and English ballad concurrently. Like the Roman verse satire 
and masquerade in English Renaissance period, MA is in two parts in structure. Let’s 
take masquerade for example. In masquerade, the king and courtiers, who represent 
the good and justice, punish traitors or rebels at the end of the play. In MA, however, 
good and evil are reversed, and the monarch, “Anarchy” and his followers are on the 
evil side and are defeated in the first half of the poem. The form and idea of ST, on the 
other hand, is based on Greek tragedy, comedy, Italian carnival, and English fair. That 
is, Sophocles’ Oedipus Tyrannus（OT） is parodied in the manner of Aristophanic comedy. 
And the immediate occasion for composing ST, according to Mary, was an Italian 
festival, but Percy might have Bartholomew Fair in London in mind when he wrote 
the play.
  Many of Percy’s poetical works are modelled after ancient Greek or Roman literary 
works, and MA and ST are no exceptions. However, he always adapts classical 
masterpieces to his compositions in very radical ways. Let’s take a look at each poem 
individually.
　As Steven E. Jones（1994） points out, the structure of MA follows that of the Roman 
formal verse satire such as Lucilius, Horace, Juvenal, and Persius. “Usually a particular 
folly or vice was targeted in the first part and then, following an abrupt turn, the 
opposing virtue was recommended in the second part.” This description fits MA, and 
therefore, it is not appropriate to separate the first part from the rest of the poem 
and call it satire. The first half of MA is devoted to the satirical description of the 
procession of the “Anarchy” and his followers（the first 21 stanzas） and the interlude, 
in which “Hope” and “a Shape arrayed in mail” bring about the crucial turning point of 
the poem （next 15 stanzas）. The very short interlude is Shelleyan and attracts various 
interpretations. The last half of the poem is the positive admonition and exhortation to 
the men of England（last 55 stanzas）. The message of the poem consists of three parts: 1. 
The spirit of slavery supports despotism. A reform from bottom to top as well as from 
－46－
top to bottom is indispensable to realize the ideal world. Despotism lives on the tyrant 
and the spirit of slavery（184-187）. 2. Non-violent disobedience has the greatest power
（344-351）. Philosophically, MA is the forerunner of M. K. Gandhi’s “Satyagraha” （“truth-
firmness”）. 3. Number has the power（“Ye are many－they are few” 155, 372）. At the 
end of the poem, Percy suggests that the people of England have “a vast assembly”
（295） like the one held in Manchester recently, with absolute non-violent disobedience 
this time. So, MA starts with caricature and ends up with a strong, positive proposal. 
According to Jones（1994）, Percy “clearly prefers the mode of exhortation to that 
of satire, for rhetorical as well as ethical reasons”. To Percy, satire could trigger a 
revolution.
　ST is more literature-oriented than MA, and suited for more sophisticated readers. 
The English subtitle, “Swellfoot the Tyrant” is a direct English translation from the Greek 
title, “Oedipus Tyrannus”. “Tyrannus” in Greek in this context doesn’t mean “a tyrant”, 
but “a king”. While Oedipus in OT is a good king and willing to do anything for the 
people in Thebes, Swellfoot in ST ignores requests from swines, pigs, and boars and 
punishes or executes those who grumble and make a protest. Also, in both OT and ST, 
oracles play very important roles. The oracle in OT is that the person who killed his 
father and married his mother brought the calamity to Thebes and therefore he should 
be banished from the country. Oedipus takes it seriously and inquires into the matter 
until he knows the truth about his own birth and the past. Swellfoot and his subjects, 
on the other hand, don’t pay much attention to the oracle: “Choose Reform or civil-war.
－” Mammon, Arch-Priest of Famine, for example, says he doesn’t remember it well 
because he was “dead drunk or inspired.”（I. i. 113）. Although the reign of Swellfoot
（George IV） is ridiculed throughout the play, his wife Iona（Caroline） is not depicted 
favorably, either. Liberty, who appears only for a short time in Act II, sounds like a 
spokesperson for the author himself. She calls the goddess Famine to brief alliance only 
to fail（II. ii. 90-102）. The exhortation to Famine, “Be what thou art not!” reminds the 
readers of the incantation, “Be thou me!” in ‘Ode to the West Wind’, but it turns out to 
be much less effective. The end of the play, in which Iona rides on the Ionian Minotaur
（which means “John Bull” in English, another play on words） and hunts for Swellfoot 
and his subjects, is the consequence of the Liberty’s failure in a truce with Famine. 
The bathos ending of the play shows that Percy was very much afraid of a hasty riot 
by the multitude who support the Queen. （We can find another example of the rhetoric 
of bathos in II. i. 97-104, in which immediately after Purganax’s poetical simile（which 
reminds us of ‘To a Sky-Lark’ 36-55）, First Boar cuts in, “Or a cow’s tail,－”）. In ST, 
Percy allegorically depicted an image of the future of England in the way it should not 
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be. In that sense, ST predicts George Orwell's Animal Farm in the 20th century.
　Lastly, I’d like to indicate a couple of points of difference between MA and ST. First 
of all, while MA is directly addressed to the laboring classes of England, ST is not. As 
Percy himself wrote to Leigh Hunt in his letter in Nov., 1819, MA is “of the exoteric 
species and are meant not for the Indicator, but the Examiner”. ST, on the contrary, 
is obviously meant for more cultivated readers, who at least have some knowledge 
of Greek and Greek literature. In that sense, it is esoteric rather than exoteric, and 
therefore, it is more intelligible to the nobles. This aspect has much to do with the 
second point: Percy’s attitude toward the masses or the multitude. The tone of MA is 
idealistic, confident, and energetic, because Percy believed in the working class and 
expected much from them at that time. ST, which is written only a year after MA, 
sounds more skeptical, ironic, and even pessimistic. The swines have little influence on 
the main incidents in ST. At the end of the play, Swellfoot was replaced by Iona not 
because the masses supported her, but because SHE rebelled against him. This means 
Percy didn’t rely on the masses any longer by August in 1820.
（平成26年10月31日受付、平成26年11月14日受理）
－48－
